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THREE 
Re-presenting Italy in Australia through Theatre and Music, 1972–2007 
 
Antonio Comin with Linda Barwick 
  
This chapter is based on a conversation with Antonio Comin1 at his home in Norwood, South 
Australia, on 2 March 2009, edited and annotated by Linda Barwick.2 Antonio Comin (born 
Cornuda, Italy, in 1933) migrated with his family to Australia in 1936. A graduate of the 
University of Sydney and the Università degli Studi di Firenze, he taught at the universities of 
Sydney, Melbourne and British Columbia (Vancouver, Canada) before joining Flinders 
University in 1970 as foundation Professor of Italian. Until his retirement in 1996, his main 
teaching and research areas were Italian language, dialectology and traditional culture.  
 
 
[Insert Figure 3.1. Antonio Comin, 2004. Photograph by Deborah Baldassi, from Antonio 
Comin private collection.]  
 
Comin’s mission to establish and promote in South Australia the understanding of Italian 
language and culture was undertaken in large part through various theatrical productions he 
devised and mounted from 1976–2007, which increasingly incorporated his own writing as 
well as musical components including Italian traditional song (Appendix 1). The Italian Folk 
Ensemble, a musical group formed as a result of Comin’s activities, has been active in 
community music performances as well as theatre productions since 1978 (Appendix 2),3 and 
after a hiatus of some years various members including Comin reformed in 2003 under the 
name “Gruppo La Questua” (Appendix 3). Linda Barwick studied under Comin in the Italian 
Discipline in the 1970s and 1980s, and participated in the Italian Folk Ensemble and some of 
the theatrical productions mentioned here. 
                                                
1 Comin’s biography is based on Flinders University, http://dspace.flinders.edu.au/dspace/handle/2328/483. 
2 The four hours of recording have been fully transcribed and in 2011 are in the process of being lodged in the 
oral history collection of the National Library of Australia. 
3 See Barwick’s chapter in this volume, “Italian Traditional Music in Adelaide in the 1970s and 1980s”, an 
updated version of Linda Barwick, “Italian Traditional Music in Adelaide”, Australian Folklore 1 (1987): 44–
67, http://hdl.handle.net/2123/7711. 
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 After covering background about Comin’s early life and cultural formation in Australia 
and Italy, the chapter presents Comin’s commentary on the various theatrical productions he 
conceived and directed. Unless otherwise indicated, the speaker is Comin. Commentary in 
footnotes is by Barwick, who also compiled the figures and appendices. 
 
Background 
My family emigrated from Cornuda, province of Treviso (about 60 kilometres north of 
Venice). In those years between the wars, Cornuda was a town of about 4,000 people. Like 
many towns in the Veneto it was deeply depressed, so there was a lot of emigration.  
 My father was not a contadino [peasant]. He had a job with the municipio, the local shire 
council, so he didn’t need to emigrate for financial reasons. Rather, he emigrated to Australia 
in 1924 because he refused to take out membership of the Fascist party, expected because he 
had been an ardito [storm trooper] in the military corps that supported Mussolini. His 
emigration was a political statement, although he had no political affiliation—he just didn’t 
like the Fascists. He stayed in Griffith and lived for six years on the McWilliams property in 
Griffith with other Italians in a tent town. He came back in 1930 with a lot of money and the 
plan to settle back down in Italy. But nobody would employ him because he had deserted la 
patria. During that time he needed various operations and, moreover, my brother died, so 
most of the money he had brought back was spent on medical bills. In 1934 he decided to 
return to Australia, and my mother, sister and I followed two years later in 1936. I turned 
three on the boat. 
 When my mother arrived in Griffith I think she must have got the shock of her life. She 
had left behind a comfortable home that belonged to the family in Cornuda, but the house that 
we lived in for six or seven years in in Hanwood, near Griffith, was just a shed where 
McWilliams grape-pickers used to live, without electricity and running water. In the towns 
nearby there were at least fifteen to twenty families from Cornuda and the vicinity, so there 
was a community, and my mother had good friends. She had been a reputable dressmaker in 
Cornuda, so in Australia she picked up where she left off and gradually built up a clientele, 
first of all Veneti, and then the Calabresi (the other major Italian immigrant group in 
Griffith), and then eventually the Anglosaxons too. Eventually my mother learned to speak 
and read English, though she never wrote it. In those long nights in our kitchen by the light of 
a kerosene lamp, she taught me to write letters to my grandmother in Italian, so I was literate 
by the time I went to school, to the surprise of my teacher because I didn’t speak a word of 
English. I remember sitting in that classroom and wondering what the hell was going on, 
although I don’t recall any trauma about not knowing English. My mother said that by the 
end of that school year I was quite fluent in English. 
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 There was no Italian spoken in our home, we spoke only our dialect, Cornudese.4 My 
father had hardly any Italian at all. My mother was a great reader and very fluent in Italian, as 
was my sister, who had completed primary school in Italy. I knew only dialect, and never 
studied Italian until I went to university. Other Griffith Italian families spoke only the dialect 
of whatever place they came from. A few of the Veneti in our circle were illiterate, as were 
most of the Calabresi. With the Calabresi, it was only much later that we Veneti actually had 
any social contact, because they lived in their own world, and we didn’t understand their 
dialect. They thought that we were total strangers, just as strange as the Anglos. They judged 
us poorly particularly because our women had great freedom of movement, whereas the 
Calabrese women were very much sheltered. Later the two communities did mix, and there 
were even some cases of what we called mixed marriages. 
 In our household there was constant singing. My mother had a very good voice and used 
to sing all the time. Growing up with that, I joined in when I got old enough, as did my sister, 
even though like my father she was a very poor singer. I grew up with a repertoire of songs 
that ranged from the very traditional to opera to popular music of the 1930s.5 
 I learnt the traditional repertory mainly in the home, but also at evening gatherings. We 
weren’t really affected by the Second World War, except that amongst us Veneti at least it 
led to a sort of revival of the old contadino culture through the restrictions imposed on 
Italians. We used to gather on Friday or Saturday nights at someone’s home and have to stay 
there right through till the morning, because we weren’t allowed to have torches. We’d do the 
kind of things they did  
                                                
4 Antonio Comin, “Cornudese rustico e cornudese di piazza: stratificazione socio-fonomorfologica di un dialetto 
trevigiano”, in Riflessi e riflessioni: Italian reflections, ed. Margaret Baker et al. (Bedford Park, SA: The Italian 
Discipline, Flinders University, 1992) 203–19. 
5 For further information on Italian immigrants in the Griffith area, see Roland Bannister, Music and Love: 
Music in the Lives of Italian Australians in Griffith, New South Wales (Melbourne: Italian Australian Institute, 
La Trobe University, 2007); Rina Huber, From Pasta to Pavlova: A Comparative Study of Italian Settlers in 
Sydney and Griffith (St Lucia [Qld]: University of Queensland Press, 1977); Al Grassby, “Community Leaders 
in Rural Australia and the Construction of ‘The Godfather’”, in Australia’s Italians: Culture and Community in 
a Changing Society, ed. Stephen Castles et al. (St Leonards, NSW: Allen & Unwin, 1992) 98–105; Frank 
Panucci, Bernardette Kelly and Stephen Castles, “Italians Help Build Australia”, in Australia’s Italians: Culture 
and Community in a Changing Society, ed. Stephen Castles et al. (St Leonards, NSW: Allen & Unwin, 1992) 
56–72; Bernardette Kelly, “Italians in the Riverina”, in The Australian People: An Encyclopedia of the Nation, 
Its People and Their Origins, ed. J. Jupp (Sydney: Angus & Robertson, 1988) 605–7. 
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in the stalle [stables]6 in Italy. Women would knit and sew and the men would play cards, 
we’d all get together and have something to eat, and we’d sing and talk and tell stories. 
 My mother had never been to an opera but she knew lots of songs and I learnt them from 
her. Then in the summer of 1948–49 the Italian Grand Opera Company toured Australia,7 and 
I persuaded my mother to let me go to Sydney to see them in the school holidays.8 Although 
my knowledge of opera began long before, this was my first contact with theatrical 
productions.  
 The home popular music repertoire was limited to songs my mother and my sister had 
learned before they left Italy in 1936. When we got to Australia there was no access to any 
popular music from Italy as far as I know. Even if it had been available we would not have 
had access to it during the years we lived without electricity. Some of the Italians we 
frequented had a gramophone and records, mostly the standard kind of Neapolitan songs, “O 
sole mio” and “Mamma” and things like that, not recent popular music.9  
 The new lot of Italian migrants who came after the war were very different from us 
indeed, even though most of them, both Veneti and Calabresi, were brought over by their 
relatives. They had lived through the Fascist period and the war, about which we really knew 
very little. We were basically culturally and linguistically stagnant, whereas they had 
progressed, as one naturally does over two decades. I left Griffith at the beginning of 1951, 
and after that I had very little contact with the community there until recently.  
 I went to Sydney University where I studied Italian, French and History. Every year at 
university I was involved in theatre, both French and Italian. I always loved theatre, and I 
probably would have done drama if there had been such a course. Through the Italian plays I 
came into contact with the Italian community in Sydney, the consulate and the embassy (then 
in Sydney), and won a scholarship to study in Italy. I taught in Rockhampton for two years to 
make enough money to stay in Italy for three years. Before leaving I formally renounced my 
Italian citizenship so as to avoid problems with national service in Italy. 
                                                
6 Especially in northern Italy, stables were frequently the place where peasants would congregate for warmth 
and sociability in the evenings. 
7 See details of the season in “Italian Opera Plans Announced”, Sydney Morning Herald 12 October 1948, 2, 
http://nla.gov.au/nla.news-article18089388 (16 October 2011). 
8 Comin adds, “I remember very clearly which operas I saw. I started off with Rigoletto, and then Aida, and then 
Carmen, and then Madama Butterfly, and finally Tosca.” 
9 “O sole mio” (Capurro-Di Capua, 1898) is perhaps the most well known song from the Neapolitan tradition, 
while “Mamma” (Bixio-Cherubini, 1941), by the Neapolitan composer Cesare Andrea Bixio with Italian lyrics 
by Bruno Cherubini, was popularised by Connie Francis and has entered into the light classics repertoire, being 
performed by Luciano Pavarotti and Andrea Bocelli amongst many others. See Sorce Keller’s paper in this 
volume for discussion of the significance of Neapolitan song in Australia. 
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 For the first year in Italy I worked for the Australian embassy migration offices in Genoa, 
to save more money for my course at the University of Florence, which I started in late 1957. 
My Australian degree was not recognised in Italy at that time so I had to start from scratch. 
When I went back to Cornuda there was no music going on at all. Things had obviously 
changed dramatically in the two decades since my family had left. Nobody sang, in fact it 
was considered infra dig to indulge in songs from the traditional repertoire, because people 
were trying desperately to emerge from that state into the post-fascist twentieth century. 
From my cousins, who were all into the pop songs of the period, I too acquired a disdain for 
traditional songs. I remember once being taken to a stalla gathering, but I can’t remember 
what was going on because I was so overwhelmed by the odours. All that heritage we had 
taken with us to Australia was accantonato [sidelined], it went into a little pigeonhole and the 
shutter came down. Instead, I immersed myself in the contemporary Italy of the late 1950s. 
  I went to every opera performance I could afford, and there were plenty of plays, concerts 
and recitals too. I attended many lectures on Italian literature and readings by contemporary 
poets such as Ungaretti and Montale. I also became interested in and passionate about art. I 
enrolled in “Storia dell’arte” at Florence University with Roberto Longhi,10 one of the great 
Italian art critics. Longhi used to take us to tour exhibitions in Rome and Milan as well as 
Florence. I studied “Storia della lingua” with another wonderful teacher, Bruno Migliorini,11 
who occupied the first chair of the history of Italian language in Italy.  Although my major 
area was history of the Italian language, my interest in dialectology was sparked by 
Migliorini’s assistant Ignazio Baldelli, who taught a course on early non-Tuscan texts.  
 I had to leave Italy after two years of my university course, because I ran out of money 
following bureaucratic entanglements about my citizenship. Despite having renounced my 
Italian citizenship, I received a call-up notice to the Italian army. Eventually, after much 
travelling and expense the mess was sorted out, but I had run out of money and had to come 
back to Australia, where I remained from 1959 to 1966. I got a lecturing job at the University 
of Melbourne, where I pursued my interests in language history and dialectology and did a lot 
of work on the dialects, including my own. I went back to Florence on sabbatical in 1967 and 
picked up dialectology again, this time with the dean of Italian dialectology, Carlo Battisti,12 
with Giacomo Devoto and his disciple Gabriella Giacomelli.13  
                                                
10 Roberto Longhi, Edizione delle opere complete di Roberto Longhi (Firenze: Sansoni, 1956–1991). 
11 Bruno Migliorini, Storia della lingua italiana, 5th ed. (Firenze: Sansoni, 1978). 
12 Battisti is famous not only for his copious publications on Italian dialects, but also for his appearance as the 
protagonist of the film by Vittorio De Sica, Umberto D, black and white 35mm film (Italy, 1952), 89 minutes. 
13 See Giacomo Devoto and Gabriella Giacomelli, I dialetti delle regioni d’Italia (Firenze: Sansoni, 1972). 
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  It was on this return trip to Italy in 1967–1968 that I rediscovered the cultural baggage that 
I had earlier put to one side, through coming into contact with the big movement of the 
recupero della cultura tradizionale contadina [reclaiming or revival of traditional peasant 
culture], which included the recupero dei canti tradizionali [reclaiming or revival of 
traditional songs]. Although Milan was the centre of activities in this area and there was little 
happening in Florence itself with live performance, I had access to published records, and on 
the radio too a lot of time was given over to traditional music, including shows hosted by the 
singer Dodi Moscati and ethnomusicologist Diego Carpitella. That’s where I first came into 
contact with the records of Giovanna Daffini, the Bettinelli sisters, and two shows by the 
Nuovo Canzoniere Italiano, Bella ciao (1964)14 and Ci ragiono e canto (1966).15 It was Ci 
ragiono e canto that made the greatest impression on me, because it was genuine theatre too. 
The Italian press too occasionally gave information about singers and about people like Dario 
Fo using traditional music. 
 The recupero della cultura tradizionale was a two-pronged movement. One prong 
included the sociopolitical cantautori (singer-songwriters) like Fabrizio de André, who was 
one of the first I encountered (through recordings, not personally) in the late 1960s and early 
1970s. The other prong was the recupero of the traditional music, so all those people—
Gianni Bosio, Ivan Della Mea, Franco Coggiola and so forth—went out and did fieldwork. 
That was the period too when Dario Fo was active in theatre, although I never saw him 
because by 1967 he had broken with the normal theatrical circuit, and while I was in Florence 
he was active in Milan and the industrial areas of northern Italy.16 
 There were two major record series, the Dischi del Sole, which was associated with the 
Ernesto de Martino Institute and was more in the political arena, and the Vedette series 
Albatros and Dischi dello Zodiaco, which were more in the realm of the ethnomusicologists.  
These discs were cheap, readily available in record shops, and sometimes had very scholarly 
booklets with texts and notes about the songs, date of collection, where the recording was 
archived, and sometimes even music transcriptions. Some of it was very skewed in the 
political sense, over-politicised probably, but in the context of the late 1960s and early 1970s 
that was understandable. My collection of these records turned out to be invaluable for my 
later activities, because they gave access not only to the  
                                                
14  Nuovo Canzoniere Italiano, Le canzoni di “Bella ciao”, 12-inch 33rpm disc, with notes (Milano: Dischi del 
Sole, DS 101/3, 1964). 
15  Nuovo Canzoniere Italiano and Dario Fo, Ci ragiono e canto, 12-inch 33rpm disc, with notes (Milano: Dischi 
del Sole, 1966). 
16 Comin adds, “The person who actually introduced me to Dario Fo’s theatre was Bruno Ferraro, who was a 
student of the professor of Italian at Sydney University, Frederick (Freddie) May. Freddie May was the person 
who introduced the theatre of Fo to Australia.” 
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texts of songs, but also to their music and aural aspects, which were now available for 
everybody to hear. 
 I came to Flinders University in Adelaide in September 1970. The Italian department was 
a new thing then, attracting students from Italian background who otherwise might have gone 
to Adelaide University. Non-Italian students at Flinders were also excited by the fact that 
Italian was being offered, and we had an incredible run of students all through the 1970s and 
early 1980s. 
 One of the fundamentals of my philosophy in taking up the chair of Italian was to present 
contemporary Italy to the students and to the general public when I got the chance. I came to 
Flinders determined to do theatre, because of my own theatre experiences as a student (I had 
also directed a production of Pirandello’s Così è (se vi pare)17 at Melbourne University). My 
course “Society and Song” came out of that idea that the discipline is there to present Italy—
through its history, through its literature, and also through contemporary language and 
contemporary events. It’s not just the language of Manzoni, it’s the language of 
contemporary Italy. It’s the feminist movement, it’s the terrorism, it’s all that kind of thing. 
And (in the main) the Italian community here was not up-to-date with that. 
 In my theatrical work I always insisted on having a printed programme with the text of the 
songs in both English and the original, and where the original was in dialect I would provide 
a transliteration in Italian. In any kind of sung context I can’t bear to listen to something and 
not know what they’re singing about, because that diminishes fifty per cent of the impact. 
Unfortunately the theatre was usually dark so people could only really look at the 
programmes before or after, but later we were able to use surtitles or side titles, which we 
would have used earlier had they been available. 
 
Productions 
The first event I produced at Flinders was a fundraising concert for flood relief for Venice in 
1972, the second year of operation of the Italian Discipline. Although there was no traditional 
music as such, Paul Sharrad performed two songs by the cantautore Fabrizio de André, 
learned from my recordings.18 Later that year I was joined by postgraduate student Bruno 
Ferraro in mounting a production of two one-act plays (neither involving music). Bruno 
directed I cadaveri si  spediscono e le donne si spogliano (Bodies in the Post and Women in 
the Nude),19 the first Dario Fo play in Adelaide. Its theme is the need for divorce laws, then  
                                                
17 Luigi Pirandello, Così è (se vi pare) (Milano, 1917). 
18 “La Ballata del Miche” and “Il testamento”, both from the album Fabrizio De André, Tutto Fabrizio De 
André, 12-inch 33rpm disc (Roma: Karim KLP13, 1966). 
19 Dario Fo, I cadaveri di spediscono e le donne si spogliano: Spettacolo comico composto da due atti unici di 
Dario Fo, two-act play (Milano: Compagnia Fo-Rame, 1957). 
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being discussed in Italy. I directed the other play (Un’ora per Clorinda by Enzo Maurri),20 
which I had recorded from Italian radio and then transcribed. It had a big cast, including 
many students, staff and their family members.21 This was the first theatre in Italian in 
Adelaide for many years so the Italian community came in droves, even though Flinders was 
way out of their normal territory.  
 After this there wasn’t another production until 1975, and that’s when we started with 
traditional song. Femminazione22 was a feminist play I recorded and transcribed from Italian 
radio in 1974. I had been excited by the experimental theatre in Italy that year, so my view of 
the show was rather unconventional in theatrical terms, with minimal props, scenery and 
costumes, which came as a bit of a shock to some of the audience. This was the first show 
that contained traditional song, included in an intermezzo and finale I introduced for that 
purpose.23  I had the advantage of having two very capable singers, Etiennette Fennell, who 
was a trained singer, and Maria Rita Sanciolo, who was not trained but had a beautiful voice. 
Along with a chorus of girls who were also extremely willing and vocal, and Joy De Leo who 
had a very nice voice and a musical ear, we put on a show that I think was really very good.24 
We didn’t beautify, we tried to reproduce25 the original style of the song itself, and that 
included the vocal production. The audience reaction to the songs was very favourable, but 
what was confronting was the feminist theme. I think the Italian community in Adelaide 
didn’t realise there was a feminist movement in Italy as well as Australia. 
 The next show was La figlia di Iorio,26 a rather bombastic 1904 play by Gabriele 
d’Annunzio I had seen on Italian television and chosen because its theme of intergenerational 
conflict was relevant in the Italian community at that time. The first generation of migrants 
were loyal to the traditional culture, but their children were being brought up in a kind of 
contradictory condition in which they had to relate to their parents while at the same time 
wanting to break away  
                                                
20 Enzo Maurri, Un’ora per Clorinda, radio play (Italy: RAI, Secondo programma, 1969). 
21 The cast included Malcolm Fox, Enrique Gomez-Soto, Bruno Ferraro, Sergio Ubaldi and Joy De Leo. 
22 Floriana Bossi and Bianca Garufi, Femminazione, radio broadcast of play (Italy: RAI, 1974). 
23 The songs were “Povere filandere”, “Nebbia alla valle”, and the risaia version of “Bella ciao”. The finale was 
the feminist version of “La lega”. The first song appears on Sandro Portelli, Italia—Le stagioni degli anni 70, 
volume 2 (Milano: Dischi del Sole  DS 511/13, 1971). The last three appear on Nuovo Canzoniere Italiano, Le 
canzoni di “Bella ciao”. 
24 The Italian Folk Ensemble was formed in 1976 from this group of students, who got together to learn more 
traditional songs. 
25 Ricalco is the Italian term for this process of faithful reproduction of the original. 
26 Gabriele D’Annunzio, La figlia di Iorio, tragedia pastorale di tre atti (Milano: Fratelli Treves, 1904). 
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and be part of the dominant culture of their generation.27 We put on three performances in 
September–October 1976 as part of the first Italian festival held here in Adelaide. The 
Flinders University Drama Discipline lent us the scenographer Richard Roberts (who has 
since become quite famous). It was more conventionally staged than Femminazione, except 
that I started the play in the middle and then had flashbacks. There was a song mentioned in 
the text, for which I took a tune from my family’s repertoire.  
 The 1977 production Questa è una storia (1977) was about emigration from an Italian 
perspective. I wanted to avoid localising the problem, so rather than looking at migration into 
Australia from Italy, I looked at migration from Italy to anywhere. I felt that the Italian 
community needed to know about Italy more than it needed to know about Italian migrants in 
Australia. Italy was always the focus: I was never professionally interested solely in the 
Italians in Australia. I was interested in Italy and Italians. 
 This show was a collage of texts drawing from a play by Vittorio Franceschi about 
migration from Italy to northern Europe,28 and from my by now extensive collection of 
traditional and socio-political song material on disc. I concocted a script (including some 
episodes of my own writing) following the lives of a young couple. The husband has been 
forced to migrate outside Italy and like emigrants everywhere suffers the sense of alienation 
and the difficulty of separation. The songs were an integral part of the play, in fact they were 
the mainspring.29 With permission of the composer, the cantautore Ivan Della Mea, I rewrote 
the song “Questa è una storia” to fit the show’s themes. The performance maintained the 
original first strophe and the melody, while I wrote original text in the appropriate metre for 
subsequent strophes and also introduced spoken interpolations. The text of the first two 
strophes, with the spoken interpolations indicated in italics, is presented below.30  
 
                                                
27 Tina Caruso, “Ethnically Speaking: The Post-Migration Divide and Educational Perspectives in Sicilian 
Family Life Stories”, Paedagogica Historica 37.1 (2001): 107–22. 
28  Vittorio Franceschi, Qui tutto bene e così spero di te—Emigrazione e imperialismo, play (Milano: 
Associazione Nuova Scena, 1971). 
29 The programme booklet gives information on the source of each song, mostly from  Nuovo Canzoniere 
Italiano, Le canzoni di “Bella ciao”;  Nuovo Canzoniere Italiano and Dario Fo, Ci ragiono e canto; A. Virgilio 
Savona, Le canzoni degli emigranti 1, a cura di A. Virgilio Savona; Cantano: Antonio, Giorgio e Daniela 
(Milano: Vedette Albatros VPA8115, 1970);  A. Virgilio Savona, Le canzoni degli emigranti 2 (Milano: 
Vedette Albatros VPA 8122, 1971). 
30 This reproduces the layout and formatting in the original programme booklet for the production. The original 
text can be found in the notes accompanying Ivan Della Mea, La mia vita ormai, 45rpm 8-inch disc (Milano: 
Dischi del Sole, 1965). 
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Questa è una storia, solo una storia 
Una di tante da raccontare. 
This is a story, only a story, 
One of many that could be told. 
Certo il racconto non è perfetto, 
L’abbiam sentito per una sera; 
Ma non è storia di nessun libro, 
È un’altra storia, è tutta vera. 
Of course, it’s not perfectly told, 
We only heard it once, one evening; 
But it’s no story out of a book, 
It’s a different kind of story, absolutely true. 
Lui era nato in un paese … 
Il nome non ha importanza, fosse in 
Friuli, fosse in Calabria, per gli 
emigranti, distinzioni sottili come 
Nord e Sud non hanno senso … 
La conosceva fin da bambina … 
… così, come succede nei paesi, 
dove non ci sono né stranieri né 
estranei … 
Crebbero accanto, a scuola e fuori 
He was born in a town … 
The name’s not important: whether it was in 
Friuli or in Calabria, for migrants, such subtle 
distinctions as North and South don’t make any 
sense … 
He knew her from when they were children … 
… as happens in small towns, where there are 
no such things as strangers or outsiders 
They grew up together, both in and out of school. 
 
Certo il racconto, ecc. Of course, it’s not perfectly told, etc. 
 
 
Figure 3.2. A scene from Questa è una storia, 1977. L-R: Maria Mazzaro, Antonietta 
Mulraney, Patricia Brougham, Lina Battersby, Wesley Moyle, Grace Vella, Maria-Rita 
Sanciolo, Giuseppina  Composto, Nick Civetta, Don Battersby, Joy Battilana. Photograph 
from Antonio Comin private collection. 
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 We made an effort to include songs from the north, centre and south to reflect the 
backgrounds of our performers and audiences. At that stage we still had difficulty with the 
harmonising used in many of the northern songs; one of our Sicilian performers in particular 
insisted it put her off. We also had a tarantella scene, with accordion played by Nicola 
Scalfino, during which we asked audience members to get up and dance. We did about 
thirteen performances starting off at Flinders, then taking the show down to many different 
venues in the community. 
 The play was a great success, to the extent that Wal Cherry from Flinders University 
Drama Discipline soon afterwards concocted a play in English in imitation. 
 I returned to Italy in the northern (European) winter of 1977, when I was absolutely blown 
out of my mind when Italian television presented two programmes of Dario Fo’s Ci ragiono e 
canto, not the original 1966 version but later versions, which contained a lot of socio-political 
material.31 That was the most indelible theatrical experience of my life, on a crummy black-
and-white television set. That same year I also saw Fo’s one-man show Mistero buffo32 on 
Italian television. I saw straight away that there was a possibility of combining Mistero buffo 
with a Ci ragiono e canto type of production, because of the enormous wealth of song 
associated with Christmas and Easter, and that’s how our Adelaide production of Mistero 
buffo was born. I obtained permission from Dario Fo to present it with different actors 
playing the various characters, each using their own dialect rather than Fo’s original made-up 
language. Interspersed were wonderful songs from the traditional repertory of Christian ritual 
(Figure 3). 
 Of all the shows I’ve worked on this is the one I treasure most, a big show that I thought 
was a great achievement. This show was produced for the 1978 Festival of Italian Culture.33 
In addition to staff and students of the Italian Discipline at Flinders and the Italian Studies 
department at Adelaide College of Advanced Education, we brought in Giovanni and 
Domenico Rocca, two members of the Calabrian community who played the zampogna 
(bagpipes) and cembalo (tambourine). 
                                                
31 The second and third editions were mounted in Milano in 1969 and 1973 by the theatre collective Nuova 
Scena, affiliated with the Istituto Ernesto De Martino in Milano. The 1973 version was recorded by RAI-Tre, 
and a fourth edition was recorded in 1977 for RaiDue in Milano. 
32 Dario Fo, Mistero buffo: giullarata popolare in lingua padana del ‘400, one-man play (Milano: Associazione 
Nuova Scena, 1969). 
33 Ken Jamieson, arts advisor to the South Australian Premier, Don Dunstan, organised the festival with a 
council composed mainly of businessmen. 
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Capocomico Spoken introduction, written by Comin 
Le dodici parole della verità / 
The twelve words of truth 
Traditional Northern Italian Christmas carola 
Lauda dei battuti / The prayer of the flagellants (Fo) 
Vo girand per gli osterie / I go 
from one inn to another 
Traditional Christmas carol (Lombardy) b 
Novena di Natale / Christmas 
novena 
Traditional Calabrian Christmas melody for 
zampogna (bagpipes), played by Giovanni Roccac 
Strage degli innocenti  / Slaughter of the innocents (Fo) 
Da tera an pianta / From the 
earth to the plant 
Traditional drinking song (Piedmont) d 
Le nozze di Cana / The wedding at Cana (Fo) 
La canzone bugiarda / The lying 
song 
Traditional Carnival songe 
Resurrezione di Lazzaro / The Resurrection of Lazarus (Fo) 
Il testamento di Tito / The last 
will and testament of Tito 
Song by singer-songwriter Fabrizio De Andréf 
L’orologio della passione / The 
hours of the passion 
Traditional Easter carolg 
Il matto e la morte / Death and the Fool (Fo) 
a. This version was recorded in Turin 
(Piedmont), track 1, side A of  
Nuovo Canzoniere Italiano and 
Dario Fo, Ci ragiono e canto. 
b. From the repertory of the Bettinelli 
sisters,  Roberto Leydi, Italia, 
volume 1: I balli, gli strumenti, i 
canti religiosi, a cura di Roberto 
Leydi, 12-inch 33rpm disc, with 
notes (Milano: Vedette Albatros 
VPA 8082, 1970). 
c. The novena was traditionally 
performed for the nine nights before 
Christmas. The version performed 
here was learned by the zampogna 
player Giovanni Rocca as a young 
man in Calabria. 
d. The Italian Folk Ensemble learned 
the song from the revival group 
Gruppo del Almanacco Popolare, 
Canti popolari italiani, 12-inch 
33rpm disc, with notes (Milano: 
Vedette Albatros VPA 8089, 1969). 
e. A traditional Tuscan version 
including some Piedmontese verses 
translated into Italian by Comin was 
learned from  Bruna Volterrani et al., 
E rigiramelo i’ pensiero, volume 1, 
12-inch 33 rpm LP record, with notes 
(Torino: Cetra LPP 331, 1977); and 
from Gruppo Spontaneo di Magliano 
Alfieri [Cuneo], Feste calendariali e 
canti popolari dell’Albese, Basse 
Langhe e Basso Monferrato, 
esperienza di ricerca e riproposta, 
12-inch 33rpm disc, with notes 
(Milano: Vedette Albatros VPA 8415, 
1976). 
f. Fabrizio De André, La buona 
novella, 12-inch 33rpm disc 
(Milano: Produttori Associati, 1970). 
g. The version performed by the Italian 
Folk Ensemble, from an original 
recorded in Abruzzo, was learned 
from Leydi, Italia, volume 1. 
Figure 3.3. Structure of Part One of the Italian Folk Ensemble’s 1978 production of Mistero 
buffo, showing how scenes from Fo’s script (indicated in bold font) were interspersed with 
songs.34  
  
                                                
34 The text and translations are taken from the original programme booklet. 
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Figure 3.4. Programme cover for Mistero 
buffo, 1978. Design by Alan Murn, 
commissioned by Antonio Comin, held 
in Antonio Comin private collection. 
 
 We had a magnificent prop in the 
form of a giant cross designed and 
painted by Pam Macfarlane with help 
from Flinders fine arts students (which 
can be seen in the background of Figure 
3.4).35 As was by now usual for us, there 
was a booklet with song texts, translated 
into English giving bibliographic and 
discographic sources. 36  It was a great 
collaborative effort with some fabulous 
performances. Nevertheless, I felt that 
this wasn’t received as wholeheartedly as 
Questa è una storia. The critical 
response was not particularly good.37  
 The next year’s production by the 
Italian Folk Ensemble, Padrone mio ti 
voglio arricchire, started off as a one-act 
affair, conceived by Teresa Crea38 with 
help from Flavio Verlato as “a theatrical 
review of the history of the Italian people from 1880 to the present day through popular 
traditional and contemporary song”.39 We put it together in response to an invitation by the 
PCI [Partito Comunista Italiano] in Melbourne to participate in an ethnic music evening with 
a Greek group led by Peter Karantinos and another Italian group, and we also performed it in 
Adelaide in May 1979. Later we workshopped the show again and expanded it into two parts, 
with forty-seven segments (thirty-eight sung, and nine spoken). This version was performed 
at various venues around Adelaide in the later half of 1979. Most of the songs, on the themes 
of rural poverty, war, urbanisation, emigration and the rise of the Italian workers’ movement, 
were drawn from my collection of recordings. The spoken segments included a skit written 
by Flavio Verlato and me, and an adaptation of Dario Fo’s  
                                                
35 Some years after the production, the cross was lost in a bushfire. 
36 For one of the Fabrizio De’ André songs, ‘Il testamento di Tito’, the original Italian text was not included in 
the programme for fear of contravening copyright. Fabrizio De André, La buona novella. 
37 Comin’s wife, Eva Calvaresi, disagreed on this point, “I thought it was extremely well received. We had huge 
audiences. The ordinary members of the Italian community just loved it” (Barwick-Comin interview, 2 March 
2009). 
38 In 1984 Crea founded the Adelaide theatre company “Doppio Teatro”, later renamed “para//elo”.  
39 Subtitle from the poster advertising the Adelaide performances, 26–27 May 1979. 
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song “Ho comprato un frigorifero che si chiama Frigidaire” [I’ve bought a refrigerator called 
Frigidaire], which we converted into a spoken text. Only one song was substantially adapted. 
“Vedrai com’è bello” by Gualtiero Bertelli, 40 about unemployment of a skilled worker, had 
four additional stanzas added (see below). 
 
Mi hanno detto: fai il furbo 
cerca una sistemazione 
in un’altra nazione 
troverai da lavorar. 
Vedrai com’è bello, 
lavorare con piacere 
in un paese di sogno, 
tutta luce e libertà 
They told me: Get wise, 
look for an opening 
in another country, 
you’ll find work. 
You’ll see how lovely it is 
to work and enjoy your work 
in a dream country 
full of light and freedom. 
Ho seguito quel consiglio 
con la specializzazione 
son partito pel paese 
tutta luce e libertà 
I followed that advice: 
with my skilled qualifications 
I set out for the country 
full of light and freedom. 
Ma poi quando ho cercato 
un lavoro nelle fabbriche 
quel pezzo di carta 
non me l’han riconosciuto 
But then when I sought 
employment in the factories 
that piece of paper 
they didn’t recognise it. 
Mi hanno messo alla catena 
come semplice operaio 
mi hanno detto che pretendi 
se non sai nemmen parlare 
They put me on the production line 
as an unskilled worker 
they said to me: What do you expect 
if you can’t even speak the language? 
 
Even if the actors had no political convictions at all they certainly played their parts in a very 
committed way. But the Adelaide critics were very damning, and it alienated the benpensanti 
(orthodox thinkers) of the Italian community, who didn’t like the politics, and they thought 
the production was just drab, with no costumes, no scenery, just ordinary people. Some 
people pulled out of the group because they felt that we had lost our way. After Padrone mio 
we didn’t do anything near on that scale at all, that was the last big programme.41  
 In the 1980s the Italian Folk Ensemble became much more active in performing songs for 
community concerts and performances (see Appendix 2).  
                                                
40  Canzoniere Popolare Veneto, Addio Venezia addio (dalla rappresentazione in due tempi «Tera e acqua»), 
12-inch 33rpm disc, with notes (Milano: Dischi del Sole, DS 173/75/CP, 1972). 
41 At this point in the interview, Eva Calvaresi commented that there were also demographic reasons for the loss 
of membership at the end of the 1970s, because some of the original members had by now finished university 
and had new work and family commitments. 
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I continued my theatrical interests through involvement with a number of other Adelaide 
theatre groups. In August 1980, Eva (Calvaresi, my wife) and I translated our 1975 
production of Femminazione into English (as Femination) for the University of Adelaide 
Theatre Guild. It was performed at the Unley Town Hall to great acclaim. Everyone loved it, 
especially the Adelaide feminists, although it’s a pretty mild feminist play when all’s said and 
done. I think this was the only show for many years that made the Theatre Guild a profit. We 
expanded the repertory of songs to include songs from the Italian feminist movement in Italy, 
including “La canzone di Marinella”, both in the original version by Fabrizio De André,42 
sung by Nick Alfano, and then in the feminist version “Questa di Marinella”.43  
 Then in 1981 I was asked by Troupe Theatre, an Adelaide left-wing theatre group, to 
direct We Can’t Pay? We Won’t Pay!, an English translation of Fo’s Non si paga? Non si 
paga!.44 This was my first and only experience with professional theatre people.45 I continued 
my collage tradition by introducing some of Fo’s songs, and also some traditional songs, for 
which you [Barwick] provided singable translations. We updated Fo’s “Non aspettar San 
Giorgio”46 with an Australian political theme as “It’s No Use Waiting for Fraser”.47 In the 
same season Troupe presented a production by Anna Volska of Lucia Poli’s 1976 play 
Liquidi,48 which was translated by Eva Calvaresi as Liquids. 
 La passione di Maria (Mary’s passion) was a relatively small-scale Italian Folk Ensemble 
Easter presentation in 1982, consisting of traditional songs from the Passion cycles and a 
couple of segments from Mistero buffo. We took the production and the cross to Melbourne 
for a weekend workshop in August that year. The next year (1983) we did another workshop, 
titled Lu furastiere (The outsider) for the National Folk Festival held in Adelaide. A lot of it 
was migration songs from Questa è una storia, but there was also “The Multicultural Song” 
(see excerpt below), which I based on a Giovanna Marini concoction “Correvano coi carri”, 
which included some Schubert as well.49 
                                                
42  Fabrizio De André, Tutto Fabrizio De André. 
43 Song 223 in Giuseppe Vettori, ed., Canzoni italiane di protesta, paperbacks poeti 26 (Roma: Newton 
Compton Editori, 1974) 312. 
44 Dario Fo, Can’t Pay? Won’t Pay! trans. Lino Pertile, adapted Bill Colvil and Robert Walker (London: Pluto 
Press, 1978). Originally published as Non si paga! non si paga!  
45 Keith Gallasch, Barry Plews and Ron Hoenig were involved in mounting the Troupe production. The actors 
were Tina Anderson, Gwenda Helsham, Jon Firman, Michael Lesley and Ron Hoenig, with design by Richard 
Roberts. 
46  Collettivo Teatrale La Comune, Ci ragiono e canto, vol. 3, 12-inch 33rpm disc, with notes (Milano: Il 
Giullare, CTC A77-09, 1973). 
47 Malcolm Fraser was then the Australian prime minister. 
48 Lucia Poli, Liquidi (Padova: Mastrogiacomo-Images 70, 1978). 
49 Giovanna Marini, Correvano coi carri, 12-inch 33rpm disc, with notes (Milano: Dischi del Sole, DS 
1096/1098, 1978). 
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First you wanted assimilation: “Become a fair dinkum Aussie! 
New Australians in search of survival should be eternally grateful”. 
Now we’re supposed to try to keep up what is left of our culture; 
to contribute by sharing with you those things you once used to laugh at. 
 
Take what you like, we’re willing to share it as we have done through the ages: 
art, philosophy, literature, manners, music, science, you name it. 
But don’t label us only for things that give you some fleeting amusement; 
let our voices be heard in the halls where society makes its decision. 
 
We’ve built roads and railways, poured concrete galore: 
not hand-outs, but labour; we’ve asked nothing more. 
We’ve mounted your Holdens and cleaned up your muck,  
made gardens of wastelands, and just for a buck. 
There’s more than amusement to find in our songs: 
if that’s all you’re after, leave them where they belong. 
 
 The production was fraught with a lot of tension, partly because of people failing to turn 
up to rehearsals, and partly because we had lost some of the good reliable singers who could 
hold a part.  
 In 1985 I started writing a new play, Vieni o maggio, about the significance of May Day, 
but it never got beyond initial discussion among the group. Before I gave it up, I wrote the 
whole of the first part, a series of May songs, and two scenes of the second part, which was to 
include a lot of political song as well as elements of the Fantin story I was to return to in later 
productions. 
 In 1987 I directed Mistero buffo in English for the Adelaide Theatre Guild. When I 
contacted Dario Fo’s representative for permission, we discovered that another person had 
already bought the rights to perform exclusively a number of segments in Australia, one or 
two of which I would like to have included, but he just wouldn’t budge. Eva and I translated 
the Fo texts, and you [Barwick] and I did singable translations of some of the songs, which 
were performed mainly by the Italian Folk Ensemble, although Guild actors also participated. 
I introduced into it a couple of segments that don’t appear in Fo, a carnival sequence and a 
spoken translation of a wonderful Abruzzo sequence “Viaggio di Maria” (Maria and the 
nailmaker, Maria and the carpenter, and so on). It turned out to be a very good production 
with a brilliant set by the scenographer Mimmo Palumbo, and we received great reviews.50 
 La luna e la ginestra (The moon and the gorsebush) was a short playscript I concocted for 
the Leopardi conference organised in 1988 to commemorate the 150th anniversary of the 
death of the Italian poet Giacomo Leopardi (1798–1837). A commemoration was held at the 
Marche club, for which I wrote a short  
                                                
50 Peter Goers, “The Bible according to the Bawd” [review of Mistero buffo], Adelaide Advertiser, Saturday, 19 
September 1987; “Great Work Not to Be Missed”, News, Thursday, 24 September 1987. 
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play including four or five traditional songs that seemed to dovetail nicely with aspects of the 
play,51 and the following weekend an academic congress was held at Flinders University.52 
Eventually we published the proceedings of that seminar with an appendix including the 
playscript.53 Another academic event that year was the selection of anarchist songs (dedicated 
to Francesco Fantin, an Italian prisoner of war murdered in a South Australian internment 
camp) for the seminar “Dietro il filo spinato ‘Behind Barbed Wire’: Wartime Experiences in 
Italy and Australia”, which presented work by Roger Absalom (Sheffield Polytechnic) and 
Paul Nursey-Bray (University of Adelaide) on Italian prisoners of war. 
 This connection led on to the Ballata grande per Francesco Fantin (1990), the piece of 
original work that I treasure most. It was based on archival documents about Fantin made 
available to me by David Faber, a student of Paul Nursey-Bray’s, and was performed initially 
at the launch of an exhibition of photographs and documents from the Australian Archives on 
the topic.54 Fantin was a committed anarchist who had first-hand experiences of World War I, 
the Front having passed through Schio (Vicenza) the town where he lived. After the war, this 
led to him becoming an anarchist and participating in political demonstrations, leading in turn 
to his being regarded as a subversive and his forced expatriation in the 1930s. He came to 
Australia and worked in the canefields in Queensland. He was a household name in my 
family, although I never met him, because he was a friend of my brother-in-law, with whom 
he had worked in Innisfail. When Italy entered the war in 1940 and a lot of Italians were 
interned, my brother-in-law was interned with Fantin in the same camerone (barrack or shed) 
in Loveday internment camp in South Australia’s Riverland. In Loveday Fantin continued to 
propagandise his anarchism. He got into hot water with the Australian authorities, who were 
much kinder to the Fascists than they were to the communists and anarchists because they 
didn’t know who was going to win the war. When a group of really die-hard fascists from 
Western Australia was  
                                                
51 Diana Cavuoto Glenn and Eva Calvaresi sang the Tuscan love song “E cinquecento catenelle d’oro” in the 
context of Leopardi’s “Sabato del villaggio”, and we performed one of the May songs in conjunction with 
another Leopardi poem. We sang the Abruzzese song “Nebbia alla valle” for the finale, and “Viva la Russia 
viva la Prussia” (“Povero Napoleone”), which includes in the final strophe the words “l’è diciotto anni che 
faccio il soldato” (It’s eighteen years I’ve been a soldier) which fitted in beautifully with Leopardi, who’d been 
struggling for eighteen years to put his message across. 
52 Leading Australian scholars of Italian, including John Scott, John Kinder, Desmond O’Connor, Giovanni 
Carsaniga and Tom O’Neill, presented papers. 
53 Antonio Comin, “La luna e la ginestra: atto unico”, in Leopardi: Poet for Today; Proceedings of the 
Commemoration of the 150th Anniversary of the Death of Giacomo Leopardi, Adelaide, South Australia, 19–26 
June 1988, ed. Antonio Comin and Desmond O’Connor (Bedford Park, SA: The Italian Discipline, Flinders 
University of South Australia, 1989) 99–120. 
54 A second performance was mounted in May 1990 for the Broad Left Law group at the University of Adelaide. 
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interned at Loveday he clashed very often with them, and eventually they murdered him. The 
archival records showed that the Australian authorities covered up the whole thing because it 
was bad publicity that a death should occur in one of their internment camps. 
 The Ballata grande was an account of Fantin’s life in the style (dialects, poetic structures 
and melodies) of the three types of cantastorie in Italy—the northerners, the central 
cantastorie and the southern, and typically Sicilian, cantastorie—with the addition of a 
chorus for some of the songs, and of brief scenes performed by two actors, one portraying 
Fantin and the other portraying other characters acting as a foil to Fantin. Local artist 
Deborah Baldassi, erstwhile member of the Ensemble, provided a brilliant patchwork 
cartellone (playbill) in the style of the Sicilian cantastorie. 55 Later Musicology Australia 
published two articles: your [Barwick’s] analysis of the music and my text.56 
 Later that same year (1990), I directed Machiavelli’s La Mandragola57 for the University 
of Adelaide Theatre Guild. Between acts I included three of Machiavelli’s own songs, which 
he wrote for Barbara Salutati, his mistress, and one of the actors in the first performance. One 
of the songs I set to a ballad tune (the Teresa Viarengo Amerio song “El fiöl del re s’ha la 
dait ün bal”),58 so I managed to insert Italian traditional music even here.  
 After that the Italian Folk Ensemble went into abeyance, and I pursued other interests, 
though we continued to sing informally with friends from time to time. In 2003 some former 
members of the Italian Folk Ensemble decided to reform for occasional performances under 
the name “Gruppo la Questua” (see Appendix 3).59 Many of these performances were for 
events involving other Italian Australian musicians such as the Corale Maschile Italiana and 
the Italian Australian button accordion wonder John-Paul Bonfiglio and his family, and they 
often involved dancing, food and cabaret. Some of them were very successful financially as 
well, so we usually donated the proceeds to a worthy cause like the refugees. 
                                                
55 A photograph of the cartellone appears on the back cover of Desmond O’Connor and Antonio Comin, The 
Impact of Italians in South Australia (Bedford Park, SA: Flinders University, 1993). 
56 Linda Barwick, “Same Tunes, Different Voices: Contemporary Use of Traditional Models in the Italian Folk 
Ensemble’s Ballata grande per Francesco Fantin (Adelaide, 1990)”, Musicology Australia 14 (1991): 47–67; 
Antonio Comin and Linda Barwick, “Ballata grande per Francesco Fantin/Ballad for Francesco Fantin: Text 
and musical transcriptions as performed in Adelaide, 1990”, Musicology Australia 14 (1991): 68–84. 
57 Niccolò Machiavelli, La Mandragola, playscript (1518). In Niccolò Machiavelli, Tutte l’opere di Niccolò 
Machiavelli, con una prefazione di Giuseppe Baretti (London: T. Davies, 1772). 
58 Performed by Sandra Mantovani on Sandra Mantovani and Bruno Pianta Roberto Leydi, Servi, baroni, e 
uomini, 12-inch 33rpm disc, with notes (Milano: Albatros, 1970). 
59 The Italian term questua refers to the traditional practice of carolling associated with the various religious 
feasts, in which groups of singers tour the neighbourhood performing songs and collecting alms or food. 
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 In 2006 I worked on another play script, Il venticinque aprile (The twenty-fifth of April), 
which was an attempt to provide a decent celebration of the resistance for the festa della 
resistenza on the 25th of April, which just so happens to coincide with Anzac Day. To offset 
the usual celebration conducted in a cemetery with a mass and the presence of the carabinieri 
and the local dignitaries, this was supposed to be a theatrical representation of the real 
resistenza, with material from novels, poetry and of course songs. To my great 
disappointment, it proved to be too much for the group, they couldn’t handle it. They could 
not see themselves learning things by heart. Eventually in 2007 I came up with a proposal for 
my good friend Cesare La Stella, a Pugliese with whom I collaborate in organising various 
classical music activities, to get a group of actors to help the group out with the production. 
He started organising it but the group couldn’t commit to the necessary rehearsals, so I called 
off the whole thing. I said, “That is the end, I’m not going to do it any more”. It was also 
because I was losing my voice. I just withdrew completely, but we’d had a good run of over 
thirty-five years. 
 
Postscript  
Through the community performance activities described here, Comin’s work and the 
performances of the Italian Folk Ensemble disseminated a broader public awareness of 
Italian traditional culture in Adelaide, and influenced other performance groups in Adelaide, 
Perth and Sydney. Members of the Italian Folk Ensemble went on to participate in Adelaide-
based musical groups “Compagnia Folk” (1979), “Due voci” (1980s), “La lega” (1980s), 
Local Import (1980s) and “Terra Mia” (1980s), as well as the Adelaide theatre company 
“Doppio Teatro” (later “para//elo”), and the Sydney group “Vento del Sud” (1990s–2000s), 
co-founded by Ben Warburton, the Italian Folk Ensemble’s original musical director. More 
distantly, Kavisha Mazzella and her brothers, then performing in Perth as “I papaveri” (The 
Poppies), visited Adelaide in the early 1980s, and, through her, songs from the Italian Folk 
Ensemble repertory were later incorporated into performances by Mazzella’s choirs “Le 
Gioie delle Donne”60 (Fremantle, Western Australia, 1990s) and “La Voce della Luna” 
(Melbourne, since 1995), as well as the repertory of the group “I viaggiatori” (2008–
present).61 Several Italian Folk Ensemble members went on to careers in secondary and 
tertiary education, passing their knowledge of Italian traditional culture on to new 
generations of students throughout South Australia. Comin continues to perform occasionally 
with the Gruppo La Questua. 
                                                
60 See the film by Franco Di Chiera, The Joys of the Women, colour film (Australia: Electric Pictures and 
Realworld Pictures, 1993), 55 minutes. 
61 The group “I viaggiatori” was formed by Mazzella with Irine Vela, David de Santi and Mark Holder-Keeping 
in 2008 to accompany a tour of Angelo Drovetti’s 1924 silent film Dall’Italia all’Australia (restored by the 
Australian Maritime Museum). 
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Appendix 1. Comin’s theatrical productions in Adelaide, 1972–1990. 
Year Details Musical content 
1972 Fundraising concert for Venice (various items), Italian 
Discipline, Flinders University 
Two social 
commentary songs by 
cantautore (singer-
songwriter) Fabrizio 
De André 
1972 Two one-act plays produced by the Flinders University 
Italian Students Association: I cadaveri di spediscono e le 
donne si spogliano (Bodies in the post and women in the 
nude) by Dario Fo (1957), directed by Bruno Ferraro; and 
Un’ora per Clorinda (An hour for Clorinda) by Enzo Maurri 
(1969), directed by Comin.  
 No music 
1975 Femminazione (1974), play by Floriana Bossi and Bianca 
Garufi, edited and directed by Comin for Italian Discipline, 
Flinders University 
Traditional songs 
added in intermezzo 
and finale 
1976 La figlia di Iorio (Iorio’s daughter) by Gabriele D’Annunzio 
(1904) reworked and directed by Comin for the Italian 
Discipline, Flinders University 
D’Annunzio song text 
set to traditional tune 
from Comin’s 
repertory 
1977 Questa è una storia (This is a story), theatrical production 
named after a song by Ivan della Mea, (1965) including 
excerpts from the 1971 play Qui tutto bene, e così spero di te 
(Everything good here, hoping the same for you), by Vittorio 
Franceschi, with additions by Comin, produced by Italian 
Discipline, Flinders University and the Italian Folk 
Ensemble 
Extensive use of 
traditional and popular 
songs selected by 
Comin 
1978 Mistero buffo (Fool’s mystery play), based on original one-
man show by Dario Fo (1969), edited and directed by 
Comin, produced by the Italian Folk Ensemble 
Extensive use of 
traditional and popular 
songs selected by 
Comin 
1979 Padrone mio ti voglio arricchire (Dear boss I want to make 
you rich) (two versions), devised and produced by the Italian 
Folk Ensemble in Adelaide and Melbourne 
Extensive use of 
traditional and socio-
political songs 
selected by Comin 
 61 
 
Year Details Musical content 
1980 Femination, English translation of 1975 production 
of Femminazione for the Adelaide Theatre Guild, 
translated by Comin and Calvaresi, directed by 
Comin 
Feminist socio-political songs 
added to traditional songs 
from the 1975 original 
production 
1981 We Can’t Pay? We Won’t Pay! (Non si paga! Non si 
paga!) by Dario Fo (1974), translated by Lino Pertile 
(1978), directed by Comin for Troupe Theatre, 
Adelaide 
Additional traditional and 
socio-political songs chosen 
by Comin, translated into 
singable English by Barwick 
1982 La passione di Maria (Mary’s passion), Italian Folk 
Ensemble production on the theme of Easter, toured 
to Melbourne 
Selection of traditional and 
socio-political songs, some 
previously performed in 
Mistero buffo 
1983 Lu furastiere (The outsider) Italian Folk Ensemble 
workshop for the National Folk Festival, Adelaide, 
1983, Magill Playhouse 
Selection of migration songs, 
many from Questa è una 
storia, including a new Comin 
song in English 
1987 Mistero buffo (The fool’s mystery play), segments 
from Fo’s Mistero buffo translated by Calvaresi and 
Comin for the Adelaide Theatre Guild, directed by 
Comin 
Songs from original 
production selected by Comin 
and translated into singable 
English by Barwick 
1988 La luna e la ginestra (The moon and the gorse bush), 
short play written by Comin for the Leopardi 
sesquicentennial in 1988 
Several traditional songs on 
themes appropriate to the text 
1990 Ballata grande per Francesco Fantin (Grand ballad 
for Francesco Fantin), theatrical production devised 
and directed by Comin, based on historical 
documents about Fantin, a political internee 
murdered by fascist countrymen in an internment 
camp in South Australia during World War II 
Original sung texts by Comin 
written in dialect and musical 
style of northern, central and 
southern cantastorie 
(travelling ballad singers) 
1990 La mandragola (The Mandrake) (1518), by Niccolò 
Machiavelli, directed by Comin for the Adelaide 
Theatre Guild 
Musical interpolations 
selected by Comin, mostly 
setting Machiavelli’s own 
songs to traditional tunes 
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Appendix 2. Selected community performances by the Italian Folk Ensemble, 1978–
1988 (see Appendix 1 for theatrical productions). 
Year Details Venue 
1978  Italian traditional song concert Croydon Primary School 
Festa degli Anziani, Associazione Nazionale Famiglie 
degli Emigrati (Festival of the Elderly, National 
Association of Migrant Families) 
Veneto Club 
1979 Community Theatre Weekend, Association of 
Community Theatres (Keith Gallasch) 
Adelaide CAE 
“Sunday in the Mall” Rundle Mall, Adelaide 
Festa dell’Unità (Unity Festival) with the “Gruppo 
Bella Ciao” (Sydney) 
Serbian Centre, Port Rd, 
Woodville Pk 
University of Adelaide weekend school, “Italian 
Language and Life” 
Retreat House, Belair 
Concert Fogolar Furlan 
Concert Soutar Park, Goodwood 
UNESCO World Music Week National Gallery of Victoria, 
Melbourne 
1980 
 
“Music of the Ethnic Communities”, Concert for 
schools, IFE with Irish group “Napper Tandy” and 
Greek group “Manges”. 
Norwood Town Hall 
State Folk Festival Mannum 
Migration songs for La Boîte, Melbourne Melbourne 
Festa of St John Bosco Brooklyn Park Parish 
Church 
1982 Festa dell’Unità (Unity Festival), Adelaide Rymill Park, North Adelaide 
La passione di Maria weekend workshop (Melbourne) Princes Hill High School, 
North Carlton, Melbourne 
Festa dell’Unità (Unity Festival), Melbourne Melbourne 
Thebarton Christmas Festival Thebarton Oval 
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Year Details Venue 
1983 United Ethnic Communities of South Australia 
Multicultural Concert 
Woodville Town Hall 
International Night Salisbury East High School 
“English and Italian Ballads” (with English 
Discipline) 
Flinders University  
Pinocchio exhibition, Australian International Puppet 
Festival (Associazione Toscana, FILEF) 
Adelaide Festival Centre 
Gallery 
Multicultural concert Prospect Memorial Gardens 
City of Prospect Multicultural Festival 
 
St Helen’s Park, Prospect 
Road 
Community Media Association, “Land of Promises” 
Exhibition opening concert 
Adelaide Festival Centre 
gallery 
“Free for all” Sunday afternoon concert Adelaide Festival Theatre 
foyer 
Year 12 PEB Italian (Matric) seminar Enfield High School,  
Gawler Folk Club The Abbey, Gawler 
Cost of Freedom Benefit Concert Aurora Hotel, Adelaide 
Festa Dell’Unità (Unity festival) Adelaide 
End-of-year social function of the United Ethnic 
Communities 
Adelaide 
CISCAC (Central & South American Committee in 
Solidarity with Central America and the Caribbean), 
Pena 
Adelaide 
End-of-year meeting and social gathering, Australia-
China Friendship Society 
Adelaide 
1984 Songs of Working Life workshop “Art and Working 
Life Project”, State Folk Festival 
Murray Bridge 
“All Our Working Lives” exhibition opening 
 
Adelaide Festival Centre 
plaza 
International Music Day Kidman Park High School 
Food and Fun Fair Hectorville Primary School 
1985 Opening of The Parks Community Centre The Parks Community 
Centre, Angle Park 
Una serata culturale italiana (An evening of Italian 
culture) 
St Michael’s College, 
Henley Beach 
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Year Details Venue 
1986 Concert for the International Year of Peace, IFE and 
Terra Mia 
Flinders University 
Concert, IFE and Terra Mia Fogolar Furlan, Felixstow 
Italian Traditional Songs, IFE and Terra Mia Woodville High School 
1987 Gramsci seminar (anarchist songs) University of Adelaide 
State Folk Festival Goolwa 
“A Recital of Traditional Italian Songs”, Music in the 
Museum NERAM concert series 
New England Regional Art 
Museum, Armidale, NSW 
1988 Anarchist songs selected by Comin for the seminar 
“Dietro il filo spinato (Behind the barbed wire)” 
University of Adelaide 
Concert of Italian Traditional Music, Music advisory 
committee 
Music Studio, Flinders 
University 
 
 
Appendix 3. Selected performances by “Gruppo la Questua”, 2003–2007. 
Year Event Details 
2003 Canti per il solstizio invernale 
(Songs for the winter solstice) 
Selection of songs on the theme of Christmas, with 
the Monteverdi Choir and the Corale Maschile 
Italiana (Italian Male Voice Choir) 
2004 Easter Show Selection of songs on the theme of Easter 
2004 Canzoniere popolare italiano 
(Italian people’s song-book) 
Concert with Corale maschile italiana 
2005 Cantarmaggio (May songs) Concert of songs on May theme with John-Paul 
Bonfiglio (accordion) and dinner prepared by Les 
Gentilshommes 
2005 Nexus Cabaret Selection of traditional drinking songs and three 
cabaret songs, with John-Paul Bonfiglio and family 
2006 “Christobel’s Soirée” Variety of traditional songs on the themes of the 
life cycle and war 
2007 Osteria (tavern) performance Tavern songs with John-Paul Bonfiglio and family 
 
 
 
